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Introduction
But the South . . . is dead, killed
by the Civil War. There is a thing
known whimsically as the New South
to be sure, but it is not the south.
( 70)
The South to which William Faulkner refers in
the above passage, quoted from his Introduction to
The Sound and the Fury, is that of legends.

Though

each region of the United States has its own identity,
not one has as strong an identity as the South.

Even

in the 1990's, the plantation myth is familiar to

all Americans.

The resurgence of debate over the

appropriateness of flying the Confederate flag
indicates how heated a topic "the Southern myth" still
is.

To some, the flag symbolizes the strength,

sacrifice and determination of their forefathers in
the battle to maintain their chosen way of life; to
others, it is an emblem of prejudice and racism.
Either way, the images that it evokes are the
same--massive white plantation houses, cavalier
gentlemen and their belles relaxing on the porch,
julep in hand, and dark-skinned slaves coming in
singing from the fields.
reality?

Is, or was, this image a

And why is it still so strong in the minds

of Americans?
The literature of and about the Antebellum South
deals with these questions, for it is literature that
reflects the beliefs, hopes, and fears of a people.
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Historically, there was a time in the South when
plantations flourished and belles and their beaus
courted on the veranda in the moonlight; however,
this period was in reality very brief, and the
plantations were in the minority even then.

Describing

this historical period, Wilbur J. Cash explains that
it was not until 1800 that the plantations began,
and that they did not gain prominence until 1820,
after the suppression of the Indians by Andrew Jackson
and the victory at the Battle of New Orleans.

From

1820, Cash suggests, the actual taming of the land
on which the plantations would be built, ''the essential
frontier process of wresting a stable foothold from
the hostile environment, must have consumed most of
the years down to 1840" (86).

With the secession

of South Carolina in December 1860, the days of the
plantation drew to a close as peals of war thundered
down on the nation.

The plantation era, then, from

which the myth originates, probably flourished only
twenty to forty years, at most.
How, then, did such a lasting myth spring from
this relatively brief era?

Henry Nash Smith defines

myth as "an intellectual construction that fuses
concept and emotion into an image" (v).

The myth

of the plantation fits exactly this definition.

There

is a basis in fact for it, essentially a true concept
of this lifestyle.

More than that, however, it is
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an emotion, a reaction of Southerners in particular
and Americans in general to the decay and destruction
that they were beginning to see around them.

In his

novel Swallow Barn; or, A Sojourn in the Old Dominion,
John Pendleton Kennedy establishes the image of the
South as described above.

The genesis of the genre

of plantation fiction, Swallow Barn is an epistolary
novel through which the narrator Mark Littleton
describes life on a Tidewater plantation in 1829,
a time when the plantations of the South were beginning
to flourish.

Kennedy published his novel in 1832,

a year after the slave revolt led by Nat Turner in
Tidewater, the same area about which he writes.
Whispers of discontent were in the air in the South,
and its people were beginning to sense the trials
that were to come.
In Swallow Barn, Kennedy sets forth descriptions
of what would become the stereotypes of the South.
Among his characters, there are a gentleman plantation
owner and loving father; a kind, strong mother; a
young gallant son; and a Southern belle.

Though the

descriptions at times border on comic, Kennedy excuses
this tendency in his Preface by pointing out that
"the ordinary actions of men, in their household
intercourse, have naturally a humorous or comic
character" (xxxvii).

In describing life at Swallow

Barn, Kennedy also comments on the major issue of
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the time--slavery.

His portrayal of slave life sets

a stereotype as well.

It is that of the "happy

darkie," an image which would remain as "fact" in
the minds of Southerners for decades, allowing them
to explain away, as Frank Meriwether does, the evils
of slavery. One of his black characters, an old woman,
provides the roots of the mammy stereotype.

All of

these images and ideas merge together to create what
Kennedy so successfully expresses, the romanticized
ideal of the South and its inhabitants.
Gradually, however, history changes this image.
Moving ahead about a hundred years, William Faulkner's
The Sound and the Fury, published in 1929, tells of
a different South. The horrors of the Civil War and
the even greater horror of bearing the burden of defeat
have taken their toll on the people, and the ideas,
of the South.

The days of plantation life have passed.

The end of the Civil War also marked the end of the
closed society of the South.

Having lost their Cause

as well as many of their young men, and facing the
devastation of their homes and lands, Southerners
were left grasping at the remains of their Eden.
As Thomas Bailey and David M. Kennedy, writing in
1987, explain, "Not only had an age perished, but
a civilization had collapsed, in both its economic
and its social structure.

The moonlight-and-magnolia

Old South . . . had forever gone with the wind" (458).
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There were still very deep differences between
the North and the South.

These were fueled rather

than dampened by Reconstruction.

During the

Reconstruction era, the South saw itself raped again
by carpetbaggers and scalawags.

Corruption and graft

flourished, and Northerners as well as Southerners
used the land and its people to their financial
advantage.
Gradually, however, the South regained control
over itself.

With the election of Rutherford B. Hayes

in 1877, Reconstruction ended.
Federal troops withdrew.

The last remaining

The white power structure

of the Old South returned, and these leaders of the
New South "enthusiastically embraced a nostalgic view
of Dixie's Edenic past" which served, according to
Ritchie D. Watson, to distract attention from "the
disgraceful expedients that were being employed
. to restore the white man to what was deemed
his rightful political place'' (125).

Northerners

who visited the South, as well as the Southern rs
who lived ther0, bought into this mythology, making
it very easy to overlook the fact that very little
had changed for the better in the South.

The black

citizens, though not enslaved, were treated as slaves
nonetheless.

They had gained freedom only from

physi6al chains, not from the chains of psychological
bondage.

The white man had failed to learn his lesson,
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too, refusing to realize that the decay of humanity
and morality brought about by the original institution
of slavery and the turmoil of war had rotted away
the foundations of the Old South.
The events in The Sound and the Fury span a period
from 1898 to 1928, showing the struggle of the Compson
family, a once-proud Southern clan, with the ideals
of this South and displaying, through the lives of
the family members, what these ideals, through the
ravages of time and war, have become.

The members

of this family offer a glimpse at the New South: the
gentleman planter is now a cynic; the nurturing mother
weak and dependent; the young, promising men impotent
or self-aggrandizing; and the belle a whore.

The

"happy darkies" of Swallow Barn are no longer slaves,
yet they have been locked into a servitude very similar
to their former state, and any vestiges of happiness
have disappeared.

Only the mammy figure emerges as

a positive force, and she carries the burden of tending
the doomed Compsons.

In this manner Faulkner

demonstrates the decay of the Old South and the rise
of the new, for while the novel tells one story of
the struggle of the Compson family, a larger struggle
between the past and the present plays through the
family members, with each representing himself on
the small scale and symbolizing a degenerative
stereotype on the larger.

Thus, through an analysis
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of the stereotypes as defined in Kennedy's characters
and a comparison of these to Faulkner's in The Sound
and the Fury,

we come full circle, witnessing first

the birth of the old South as legend remembers it,
then its death at the hands of its own people.

Chapter One
With the composition of Swallow Barn; or, a
Sojourn in the Old Dominion John Pendleton Kennedy
establishes the plantation mythology and the Southern
stereotypes which continue to permeate the literature
of the nation.

Critic Charles H. Bohner has suggested

that Kennedy intended this effect; Bohner proposes
that "[Kennedy's] novels were a conscious attempt
to contribute to a national mythology" (3).

Kennedy

did recognize a need for some sort of national
mythology, some ideal towards which the nation could
look.

As the issues of slavery and states' rights

tore at the fabric of the nation, and as industrialism
pushed its way even into the agrarian areas, America
suffered.

In the Preface to the 1851 edition of

Swallow Barn, Kennedy acknowledges these changes as
he describes how "[the] old states" are "losing their
original distinctive habits and modes of life," a
change which he sees as an indicator that they "are
losing their distinctive American character" (9).
In its original edition, as well as in the subsequent
1851 edition, Swallow Barn provides, in Kennedy's
words, "a faithful picture of the people, the modes
of life, and the scenery" (10) of Virginia.

As C.

Hugh Holman has pointed out, this portrayal becomes
"the subject for a representation of a society with
a social structure resting upon a tradition of manners"
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(110) in much of the literature following V.erinedy's
novel.

Through the creation of these stereotypes,

Kennedy manufactures an Edenic "past" to inspire those
who suffer in the present to work towards an idyllic
future.
Kennedy also assures an ease of understanding
between writers and readers of the future.

Subsequent

writers do not have to describe the feminine grace
and charm, the beauty and coyness, the spirit and
softness of his female character; they must only
establish her as a Southern belle, and these
characteristics, because they are stereotypical,
immediately fill the mind of the reader.

As Patrick

Gerster explains, "This stereotyped South is a country
on the mental map of the national imagination, its
citizenry a distillation of both fact and fiction"
(1126).

Stereotypes are powerful images, and once

they are widely known, as those of Southerners become
after Kennedy's novel, they remain in the national
consciousne�s as people read, as they write, and as
they interact with those of their own and other
regions.

Gerster contends that "The South . . . has

done much to create and perpetuate its regional
stereotypes owing to their usefulness in helping to
shape a self-image and a regional consciousness"
(1126).

The efforts of Southerners, and especially

of writers such as Kennedy, in creating and
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perpetuating these stereotypes have obviously borne
fruit.

Even today, many still imagine plantation

houses and Southern belles when they think of the
South.
Swallow Barn is set in 1829, with the narrator
Mark Littleton making a journey from New York to visit
his cousins in Virginia.

Littleton states, in the

"Introductory Epistle," his intent to convey to a
friend in New York "a full, true and particular
account" (13) of all that he sees while in Virginia;
what follows is a detailed documentation of Littleton's
perception of a Southern plantation, Swallow Barn,
and its inhabitants.

Upon his arrival at Swallow

Barn, Littleton is greeted by all the members of the
family, who cordially welcome him to their home, for
"Cousins count in Virginia, and have great privileges."
He describes the gay scene at Swallow Barn, from the
family members "strewed over the steps .

. . basking

in the moonlight" to the "piano within the house"
which "serve·ct as an orchestra" (23).

Littleton sees

a carefree, happy way of life, with each family member
demonstrating easy temperament and genuine good humor.
This description of the way of life at Swallow
Barn begins to establish the stereotypical Southern
lifestyle--relaxed, languid, carefree.
know how to stop and enjoy life.

These people

Littleton is affected

by his experience, seeing the "winning quality" in
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this way of life.

He reflects that since his visit

to Swallow Barn he has begun to "[entertain] a very
philosophical longing for the calm and dignified
retirement of the woods."

He has "grow[n] moderate

in [his] desires," wanting only
. a thousand acres of good land, an
old manor-house on a pleasant site, a
hundred negroes, a large library, a host
of friends, and a reserve of a few thousands
a year in the stocks,--in the case of bad
crops,--and, finally, a house full of pretty,
intelligent, and docile children, with some
few et ceteras not worth mentioning.
Littleton closes his thoughts on this matter with
a somewhat satirical statement, commenting, "I doubt
not, after this, I shall be considered a man of few
wants" (311 ).

Yet he understands, after only a few

weeks, the appeal of this easygoing lifestyle.
Indeed, the buildings themselves tend to mirror
this lifesttle.

Swallow Barn is not a grandiose white

plantation house; it is an "aristocratic old edifice"
whose main building "is built with thick brick walls,
but one story in height" (27).

As the family expanded,

other buildings were added, "just as convenience
required" (28).

The most "prominent object," and

that which gives the plantation its name, is "a huge
barn with an immense roof hanging almost to the ground"
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and thatching "almost a foot thick" (29).

Yet Swallow

Barn provides for the Hazard and Meriwether families
a domain over which they can rule.
Frank Meriwether is the lord of this domain.
In Meriwether, we see the gentleman plantation owner.
He has a love of rhetoric, and Littleton notes that
Meriwether is "a most perilous antagonist in the matter
of legislative proceedings" (33).

Meriwether has

become involved in county politics as well, and he
acts as a justice of the peace.

He is well-respected

by his peers and seems an almost magnificent creature.
Littleton describes Meriwether as they leave for a
session of the court: "On horseback he is a perfect
personification of an opulent, unquestioned
squire,--the very guardian genius of the soil and
its prerogatives--fearless, graceful, and masterly"
(167).

The relationship between Meriwether and his

slaves demonstrates his kindness, for he treats them
well, and they, in turn, "hold him in most affectionate
reverence" (3 4 ).
Frank's role in the ongoing legal battle over
the area of land known as The Brakes also illustrates
his character as a gentleman.

A swampy, worthless

area, The Brakes is claimed by Isaac Tracy, though
his father had previously deeded the land to Edward
Hazard for the construction of a mill.

The mill fails,

and Tracy believes that this failure remands the
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property to him.

As Southerners and landowners, Tracy

and Edward's son Walter, who is left with the land
at his father's death, both feel it necessary to "stand
by [their] rights," for "it [is] what every man of
property ought to do" (148).

Kennedy's description

of the ensuing duel of letters between these two men
reflects aptly many of the stereotypical
characteristics of Southerners.

The land is worthless,

yet Tracy and Hazard spend vast amounts of time
preparing arguments to support their claims.

The

debate is not really to gain control of this swamp;
it is simply argument for argument's sake.

Neither

man can relinquish his claim because this action would
imply a weakness of character, as well as admitting
a fault, something which the proud Southerner cannot
do.

Kennedy succeeds in telling an amusing story

while maintaining an undercurrent of satire which
speaks volumes about the beliefs and motives of these
two men.
The dispute over The Brakes even goes to court
several times, with Hazard triumphing throughout.
However, at Hazard's death, Tracy must find a new
adversary.

This honor falls to Meriwether as he is

proprietor of Swallow Barn.

Meriwether wants simply

to end the dispute and give up any claim to

h

Yet, because there is a man's honor at stake, i
not that easy.

land.
is

Meriwether goes to great lengths to
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engineer an arbitration so that the attorneys for
each side can come to an agreement.

Meriwether's

attorney has been instructed to "make up a case in
favor of Mr. T�acy" and admonished to "'be careful
that you give no offence to [Tracy's] pride'" (186).
The care that Meriwether takes in arranging this
scenario reflects well upon his character.
Understanding the old man's need to feel vindicated,
Meriwether shows him great respect throughout the
proceedings.

Thus, the Southern gentleman has

compassion and respect to temper the inherited pride
and arrogance.
The conclusion of the battle over The Brakes
also provides a last comment on the mind of the
gentleman and reinforces the idea that the disagreement
was just something to occupy the time.

Tracy wins

the arbitration, as Meriwether has arranged.

Yet,

reciprocating the concern that Meriwether has
exhibited, Tracy does not gloat.

Littleton explains

that Tracy "refused to allow" anyone "to express any
pleasure at his success,

lest it might be considered

as triumphing over his friend Meriwether."

He touts

"moderation in victory" (241) as a true grace.

The

truth of the dispute, however, is that it had been
carried on for its own sake, not to gain The Brakes.
Victory was not the sole aim, and even after the suit
is settled in his favor, Tracy longs to rekindle it.
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As he tells Ned Hazard, "I wish the thing were to
go over again" (506).
Lucretia Meriwether, Frank's wife, proves an
apt mother figure and mate for the gentleman plantation
owner.

Hers is the duty of running the household,

of which she is the "paramount power" (40).

Littleton

notes that "Everything at Swallow Barn, that falls
within the superintendence of my cousin Lucretia is
a pattern of industry" (39).

Her favorite duty, it

seems, is that of medicine woman.

She takes great

pride in her healing methods, even administering a
daily "death-routing decoction" (39) to the black
and white children of the family.

Lucretia also

supervises various other industries on the plantation,
such as the spinning and weaving.
Lucretia's final, and perhaps most significant,
duty is that of procreator.

Littleton describes her

as a "fruitful vessel" (40) who has borne about a
dozen children, all of whom are healthy and strong,
the perfect bffspring to carry on the life of the
plantation.

Her appearance belies the strength within,

for "she is a thin woman to look upon, and a feeble,
with a shallow complexion, and a pair of animated
black eyes" (38).

Within the novel, Lucretia remains,

after the initial introduction, somewhat in the
background.

She superintends the running of the home,

is present at family functions, and does nothing to
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bring into question her singular role as mother and
wife.
The heir-apparent of Swallow Barn is the
quintessential Southern cavalier, good-natured, with
an easy-going, sometimes overly carefree attitude.
However, this cavalier is not one of Lucretia's
children; it is her brother, Edward Hazard, nicknamed
Ned.

After the death of Ned's father, which exposed

"the incumbered condition" of Swallow Barn, Frank
Meriwether, Lucretia's then-new husband, offered to
take "possession of the inheritance" due Ned and
stabilize the financial condition of the plantation.
Thus, though Meriwether runs Swallow Barn, Ned "is
regarded in the family as the next heir to Swallow
Barn" (62).

He, like many Southern boys, has gone

to Princeton, "the great resort of the southern
students'' (59), but failed to complete his program.
His "days of academic glory were untimely cropped"
when the faculty gave him "a passport that warranted
an unquestioned egress from Nassau Hall" (61 ).

Despite

his expulsion, Ned loses no favor in the eyes of the
community when he returns home, immersing himself
once again in his life at Swallow Barn and the pursuit
of his love, Bel Tracy.
Despite his well-meaning attempts to win Bel's
love, Ned suffers under her idealized notions of
romance.

His pursuit of the escaped hawk Fairborne
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illustrates Ned's ill luck in his interludes with
Bel.

In an effort to win Bel's affections, Ned sets

out to hunt down the wayward hawk.

Fairborne breaks

his creance while being exercised in the field and,
much to Bel's chagrin, refuses to respond to his
mistress's call to return.

Ned successfully tracks

down Fairborne and retrieves him.

However, upon the

voyage back to Swallow Barn, Ned encounters a ruffian
by the name of Miles Rutherford who provokes Ned by
disparaging Isaac Tracy, Bel's father.

Feeling that

he must defend Mr. Tracy's good name, Ned administers
to Rutherford "a hearty flogging" (365).

Successful

in both his pursuit of Fairborne and his chastisement
of Rutherford, Ned returns with Littleton to Swallow
Barn "like knights to a bannered castle from a
successful inroad,--flushed with heat and
victory,--covered with dust and glory;

[their) enemies

subdued and [their) lady's pledge redeemed" (368).
After due consideration of his fight with
Rutherford, however, Ned determines that it is best
if Bel does not know about this incident, for, he
declares, "She will say--as she always says--that
I have descended from my proper elevation of
character."

Despite the reason for the battle, namely

the defense of Mr. Tracy, Ned believes that Bel will
disapprove, for "It is the manner of the thing" (370).
He explains to Mark:
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The idea that I had gone into a vulgar ring
of clowns, and soiled my hands in a rough
and-tumble struggle with a strolling bully.
Now if I had encountered an unknown ruffian
in the woods, with sword and lance, on
horseback, and had had my weapon shivered
in my hand, and then been trussed upon a
pole ten feet long,--Gad, I believe she
would be thrown into transports!--that would
be romance for her.

.

(370)

This passage illustrates not only Ned's concern with
pleasing Bel but also the levels to which he must
rise to be considered gallant in her eyes.

Knowing

that the road to love is a difficult one, Ned sighs,
"I wish I had a hornbook of gentility to go by" (370).
Very much enamored with these ideas of gentility,
and very conscious of her place in society and the
behavior that it demands, Bel Tracy is, as her name
indicates, a true Southern belle.

Littleton describes

her as "headlong and thoughtless, with quick impulses;
that give her the charm of agreeable expression."
She is not a perfect beauty: "her features are
irregular

Her skin is not altogether clear,

her mouth is large, and her eyes of a dark gray hue"
(78).

Yet Ned loves her recklessness and vitality.

She is an incurable romantic, enamored of life as
it is portrayed in Sir Walter Scott novels, as the
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attempt to train her hawk Fairborne in the art of
falconry indicates.

Indeed, the escape of Fairborne

and the following pursuit reinforce the images of
Bel and Ned, the lady in distress and the gallant
lover.

Bel has an acute sense of social right and

wrong, described by Ned as "a superserviceable stock
of conceit about elegance and refinement" (85), and
she has decided for herself what behavior she deems
acceptable.

Ned suffers greatly under this heavy

burden of propriety, for Bel's rigid standards are,
most of the time, impossibilities.
Bel expects the perfect romance and Ned has a
diff icul� time living up to these expectations.

When

she learns of Ned's altercation with Rutherford through
her "minstrel" Hafen Blok, Bel reacts true to Ned's
prediction.

Littleton describes her comments to her

cousin Harvey Riggs:
It was so unbecoming his station in society
to permit himself to appear in those lights
to the world!
discretion?
of heart .

When would he learn
She admitted his goodness

.

. but it seemed as if fate

had unalterably decreed that every day he
was to be farther removed from all hopes
of making himself agreeable to her.

(384)

Yet Ned does learn how to make "himself more agreeable
to her," at one point dressing "in a new suit of
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clothes, adjusted with a certain air of fashion which
he knew very well how to put on" (412).

Being a

cavalier at heart, Ned knows how to win the affections
of the Southern belle Bel Tracy, and, though their
relationship suffers a few more ups and downs, "Hazard
and Bel were joined in the bands of holy wedlock,
Bel having, at last, surrendered at discretion" (504),
as Littleton happily reports in the Postscript.
Except for Mammy Lucy, the black characters in
Swallow Barn are the "happy darkies" of plantation
myth.

They live under their "kind and considerate

master," Frank Meriwether, who routinely visits the
slave quarters to "inspect [the slaves'] conditions"
and "add to their comforts or relative wants" (451).
Littleton notes "[the] air of contentment and good
humor and kind family attachment" (452) present in
the quarter.

The black children run and play about

the estate, at one point engaging in a "footrace"
at Ned's behest, with the prize being a coin.
older black� are seldom seen at work.

The

Instead, we

see Cary, "a minstrel of some repute" (101 ), pJaying
his banjo for the family, big Ben leading a midnight
'possum hunt, and Jupiter, who has "extorted" a horse
from Meriwether "last Christmas" (452), and who
continues to beg favors, which are granted, at each
of Meriwether's visits to the quarter.

These people

seem very content with their lot, lending support
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to Meriwether's view

on slavery.

Though slavery,

according to Meriwether, "is wholly without
justification or defence" and
morally wrong"

"is theoretically and

(455), he contends that it is worse

"to whelm [the slaves] in greater evils than their
present bondage" (456) by giving them freedom.
There is one more character who requires
mentioning, though her role in the overall scheme
of the novel is minor.

It is from this figure,

however, that the mythology of the South will come
to draw the traditional image of the black mammy.
Let me preface this introduction by stating that
Kennedy does not utilize the stereotype of the black
mammy in his novel; this image evolves later in the
literature.

Yet the importance of the mammy and the

role of the blacks in this society must be examined,
as this combination will soon push to the forefront
of regional literature.
Mammy Lucy has been with the family through the
preceding generation, her husband Luke having been
Walter Hazard's manservant.

Mammy Lucy has in the

past served "as a nurse to the children at Swallow
Barn"; however, she is no longer able to do anything,
as the years have worn out both her body and her mind.
Littleton describes Lucy as a "short, fat and plethoric
old dame" whose "locks accumulated the frost of each
successive winter" (465).

Yet Frank Meriwether cares
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enough for her to visit her frequently, taking
Littleton with him as he explains, "I have a visit
to make to the cabin of old Lucy" (460).

Meriwether's

manner of interaction with Mammy Lucy also illustrates
his care for her; he "stoop[s] to speak, almost in
her ear" (462) and issues to her "kind words" (463)
before taking his leave.

Though Lucy does not act

as a mammy to the children now, she demonstrates
characteristics which will come to be incorporated
into the Southern mammy stereotype.

She is extremely

dedicated, as is apparent in her devotion to her son
Abe.

Obviously the service of both Lucy and her

husband has been valuable to the family, for Colonel
Hazard has given them land and built a home for them.
In essence, she is family, as much a part of Swallow
Barn as any other member.
Through all of these characters, John Pendleton
Kennedy creates a scene of happy, carefree plantation
life.

One of the first Southern novels to do so,

his novel plants the seed from which plantation
fiction, and in part the myth of the Edenic South,
have grown.

The stereotypical characters represent

the ideals of the South.

The gentleman plantation

owner, the strong maternal figure, the cavalier, the
belle, the "happy darkie," and the mammy become, with
Kennedy's novel, the stock inhabitants of this area.
Though these stereotypes idealize a very brief period
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in the history of the South, they have provided
Southerners, and Americans in general, with the image
of an idyllic life to long for as they reminisce
wistfully about the "good ole days."

However, as

Kennedy's contemporaries were to discover, these
idyllic days were passing swiftly.

Soon after the

1851 reprinting of Swallow Barn, the nation would
be plunged

into civil war, and the moonlight and

magnolia South would never live again.

Writers to

come, such as William Faulkner, would find a different
South about which to write.

Yet Kennedy's novel and

the stereotypes which he established would remain
to be dealt with in the works of these authors.

Chapter Two
The Compsons of William Faulkner's The Sound
and the Fury come from a family with history, their
predecessors having been significant players in the
Civil War, in local politics, and even in the
settlement of Yoknapatawpha County.

With these

ancestors framed as models for achievement, the Compson
children have been taught that their forefathers were
heroes.

Arthur Kinney points to Quentin's comment

in the short story "A Justice": "We all believed that
[Grandfather] did fine things, that his waking life
passed from one fine, if faintly grandiose, picture
to another" (12).
Though a Southern tradition, this pride, or maybe
obsession, with the family pedigree becomes a problem
when there is nothing in which to take pride.
The reality of the Compson ancestry, for example,
is that Gen�ral Compson was not a hero, as Faulkner
details in the Appendix to The Sound and the Fury:
" . . . the Brigadier Jason Lycurgus II .

failed

at Shiloh in '62 and failed again though not so badly
at Resaca in '64" (741 ).

The family name, then, that

the Compsons try so desperately to protect is not
so glorious as they believe, but they struggle in
vain to uphold it nonetheless.
Having this "history" as an inheritance,
Faulkner's characters in The Sound and the Fury all
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suffer under the burden of tradition, some trying
to hold to the ideals of their society and others
consciously and consistently denying these ideals.
The characters in The Sound and the Fury are the
descendants of those in Swallow Barn.

Just as in

Kennedy's novel, there are the Southern father and
mother, their sons and daughter who would be cavaliers
and belle, and the mammy figure from the world of
the "happy darkies. 11

Yet, as the South has changed,

so have these characters.

The Civil War has desolated

the South, and the stereotypes seen in Kennedy's novel
have suffered this desolation as well.
Within the first section of The Sound and the
Fury, Faulkner introduces the reader to the world
of the Compsons, just as Kennedy allows Littleton
to describe his first impressions upon his arrival
at Swallow Barn.

Faulkner, however, uses the Compsons'

idiot son Benjy to convey this introduction.

Seen

through Benjy's eyes, the introduction that William
Faulkner gives to the Compson family paints a darker
picture of daily life than that which Littleton gives
of Swallow Barn.

The lives of the members of the

Compson family mirror the stereotypes of the characters
in Swallow Barn; yet, like a mirror image, these lives
are, with the exception of the mammy figure, inversions
of those of Kennedy's characters.

What was purity

is putridity; what was promising is doomed.
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In the first section of the novel, there are
several occasions which should be celebrations, yet
each is clouded over by jealousy, fear, rage and
ignorance that are a part of the Compsons' lives and
important aspects of the characters that Faulkner
creates.
Seventh,

This section opens with the date, April
1928.

This is Benjy Compson's birthday,

as well as the day before Easter.

Yet we find out

that Benjy celebrates his birthday not with his own
family, but with two black servants, Dilsey and Luster.
Dilsey has bought the cake herself, but this gesture
of kindness brings derision from Benjy's mother
Caroline:
. "Did you give him this cake."
"I bought it."

Dilsey said.

come out of Jason's pantry.

"It never

I fixed him

some birthday."
"Do you want to poison him with that
cheap store cake." Mother said.

"Is that

what you are trying to do." (60)
Other events which should be full of joy and
happiness fail to meet these standards.

In Benjy's

rememberings, Christmas is marked by the killing of
a hog, and Caddy's wedding shares the spotlight with
Benjy and T.P. 's drunkenness and Quentin's subsequent
beating of T.P.

Besides these "happy" events, there

are three deaths alluded to in the first section of
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The Sound and the Fury.

Thus, in this section Faulkner

sets the tone for the rest of the novel, and the dark
image of the postbellum South begins to take root.
Jason Compson III is a degenerate version of
Kennedy's character Frank Meriwether.

He is an

alcoholic, slowly drowning his life in bottles from
the sideboard.

He possesses the love of rhetoric

that typifies the Southern gentleman, and at times
he speaks of ideas of gentility, for example,
commenting to Quentin that "no Compson has ever
disappointed a lady" (178).

This comment, however,

is used as a weapon of guilt to convince Quentin to
go to Harvard, as it "has been [his] mother's dream"
(178).

Mr. Compson's rhetorical ramblings tend to

be of a dark nature, as his speech to Quentin upon
the gift of grandfather's watch indicates:
. I give it to you not that you may
remember time, but that you might forget
it now and then and not spend all your breath
trying to conquer it.

Because no battle

is ever won. . . . They are not even fought.
The field only reveals to man his own folly
and despair, and victory is an illusion
of philosophers and fools.

(76)

Mr. Compson is not a bad person, however, and
he is loved and respected by most members of the
family.

rt is to her father that Caddy runs for
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sympathy as a child, and it is Mr. Compson who goes
after Caddy's daughter Quentin.

Caddy's brother

Quentin, in the second section of The Sound and the
Fury, quotes Mr. Compson extensively, frequently using
the words "Father said."

Dilsey, too, feels the loss

of Mr. Compson, for when Jason refuses to let Caddy
see her daughter, Dilsey replies, "If Mr. Jason was
still here it would be different" (207).

Yet Mr.

Compson is unable to save his family from the wretched
path down which they have turned.

Cleanth Brooks

notes that "Mr. Compson by 1910 was a defeated man.
Perhaps he had always been a weak man, not endowed
with the fighting spirit necessary to save his family"
(128).

All of his interventions are after the fact,

as shown by his retrieval of Quentin from her mother.
Though he is the head of the family, he does not appear
to exert his influence in any but a passive manner.
His failure here begins the failure of the Compson
family in the overall scheme of the novel.
Caroline Compson offers no more help in steering
her children upon the proper course.

She is anything

but the model of industry personified by Lucretia
Meriwether.

Caroline is weak and sickly, constantly

whining, "I know I'm just a trouble and a burden on
you" (181) to all who will listen.

Representing the

antebellum ideas of Southern society, Caroline presents
herself as one who should be shielded "from the crass
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material world as much as possible" (224), as her
brother Maury states to Jason.
Mrs. Compson's preoccupation with bloodlines
and her attempts to save the family name are for
naught.

No one lives by this code anymore; it has

been rendered as ineffectual as Caroline herself.
Her obsession with social status and family blood
lines leads her to worry constantly that Mr. Compson
"believe[s] his people were better than hers" (175)
and to change the name of her retarded child from
Maury, the name of her brother, to Benjamin, so as
not to taint the Bascomb name.

Many of Caroline's

actions are geared towards this protection of family
name.

When she and Caddy go to French Lick to find

a husband for Caddy, it is so that Caddy will not
have a child out of wedlock and bring disgrace to
the family.
It seems that Mrs. Compson's own family name,
Bascomb, matters more to her than her family itself,
for she begs'her husband to allow her to leave with
Jason: "let me have Jason and you keep the others,
they're not my flesh and blood like he is strangers
nothing of mine . . . . I can take Jason and go where
we are not known" (104).

Caroline cannot hide these

feelings from her children, and each is aware of the
place that he or she holds in Caroline's heart.
Cleanth Brooks describes Caroline as "a cold weight
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of negativity which paralyzes the normal family
He suggests that Caroline,

relationships" (127).

who fears that "her own flesh and blood rose up to
curse her" (181), is actually responsible for their
conditions.

Failing as a mother, she spoils Jason

and denies Caddy and Quentin the love and support
that might have kept them from their respective fates.
Despite critic Joan Williams' contention that
"there seem to be reasons to admire Caroline Compson"
(402) such as the way she "singlehandedly arranges
for [Caddy's] marriage" (406), most of the
characterizations of Caroline in The Sound and the
Fury are negative.

She has passed on the burden of

being a mother to Caddy, her daughter, and Dilsey,
a black servant, never actively participating in the
lives of her children.

Religion offers her no

salvation; though she asks Dilsey to fetch her Bible
after Caddy's daughter Quentin runs away, the Bible
which Dilsey retrieves from the floor remains unopened
(300).

Drowning in self-pity, Caroline is a woman

life has passed by.

Like the old South, she s es

the changes around her and, too busy mourning her
loss, is unable to stop them or adapt to them.
Caroline, like her son Quentin, is paralyzed by the
past.
Quentin Compson, in the view of Kevin Railey,
is "representative of a decaying aristocratic
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tradition, a remnant of the Old South gone sour" (77).
Quentin wants to be the Southern cavalier and he feels
the burden of consciously trying to do so.

In the

second section of The Sound and the Fury, Quentin
grapples with the ideas of a Southerner: "I used to
think that a Southerner had to be always conscious
of niggers.
him to."

I thought that Northerners would expect

Yet Quentin realizes that there is little

truth to this statement, confessing, ". . . I learned
that the best way to take all people, black or white,
is to take them for what they think they are, then
leave them alone" (86).

Holding, just as his mother

does, a sense of the "noblesse oblige"
is trapped in the past.

(191 ),

Quentin

Throughout section two of

the novel he struggles to escape time, symbolically
breaking his watch crystal and "twist[ing] the hands
off" (80) near the opening of the section.

This same

watch had been given to Quentin by his father, who
cautioned, "I give it to you not that you may remember
time, but that you might forget it now and then for
a moment and not spend all your time trying to conquer
it" (76).
Just as Jason and Caroline Compson illustrate
the deterioration of the stereotypes seen in Kennedy's
Swallow Barn, Quentin is unable to be the cavalier
so aptly portrayed in Ned Hazard.

Trapped in his

own past as well as the historical one, Quentin feels
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himself a failure.

He has lost at love and war,

failing to rescue Caddy, the damsel in distress, from
her fall from grace and from her marriage to Herbert
Head and losing his fights with Dalton Ames, another
of Caddy's men, and Gerald Bland, an arrogant Southern
playboy who is a fellow student at Harvard.

Quentin

cannot find success at any of his endeavors, even
his e ducation.

Caddy pleads with him to continue

at Harvard, since the land that was Benjy's has been
sold to pay for this education.

Caddy pleads, "[Don't]

you see you've got to finish now if you don't finish
[Benjy] will have nothing" (124).

Yet Quentin knows

that he will not finish, and the sacrifice of Benjy's
pasture will be for nothing.

Despite his well-meaning

attempts, Quentin finds that he is powerless and,
in his mind, useless.

Kevin Railey suggests that

"Quentin's plight signals a changing social reality
in which men like himself were losing power and those
like Bland, Head, and Ames gaining it" (85).

Through

Quentin's d��th the traditional role of the cavalier
in the New South is eradicated.
Benjamin Compson, nicknamed Benjy, is the middle
son, and he illustrates yet another degeneration of
the cavalier stereotype.

Following after Quentin,

who dies a victim of the past and the passage of time,
Benjy lives completely in the present, unable to
distinguish the passage of time.

Everything is "now"
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for him.

Benjy's character is central to the story

of the Compson family, for, as Alan Friedman notes,
his innocence and naivete allow him to ''[record) the
world around him without comment or filter" (41) as
well as to mirror the true character of those with
whom he interacts.

Beginning the story of the Compsons

with Benjy' narrative, Faulkner plunges the reader
into the chaotic and confused world that is Benjy's
mind.

As Richard Hughes explains, " ['I'] he whole of

[Benjy's] thirty-three years are present to him in
one uninterrupted and streamless flood" (95).

Unable

to separate past and present, Benjy is unable to take
control of his own life and identity.
Benjy begins his life as Maury Compson, named
after Caroline's brother, but is stripped of this
identity by his mother.

Caroline changes the name

when she learns that Benjy is retarded so as not to
bring shame to her family.

Ironically, though Benjy

is unable to be the cavalier son that Caroline wants,
he is one of the better people in the novel. Certainly
Benjy is a much better person than Jason, yet it is
Jason who is his mother's "pride and joy" (225).
Benjy tries, though in vain, to save Caddy, and he
draws affection from his father, demonstrating Mr.
Compson's capacity for goodness.

In one scene, when

Caroline complains of Benjy's behavior, Mr. Compson
takes Benjy in his arms with the words, "Come on,
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Let's go down stairs for a while" (62).

old fellow.

Caroline's callousness is also exposed by Benjy.
At one point she complains to Caddy, "'You humor him
too much . .

.

• You and your father both.

You dont

realise that I am the one who has to pay for it'"
(63).

Despite Caroline's complaints, she is not the

one who deals with Benjy.

This job falls to Dilsey

and her family most of the time.
Because of his inability to be the traditional
Southern male, Benjy is ultimately rejected by his
own family.

Jason and Caddy's daughter Quentin both

want to send him to Jackson to the asylum, and
Caroline, as explained above, simply refuses to
participate in his life.

His obsession with the jimson

weed, a symbol of the male sex, and his castration
after chasing children passing by the house indicate
Benjy's impotence, both physical and psychological.
This impotence is, in turn, indicative of the present
condition of the cavalier stereotype as deconstructed
by Faulkner;

Quentin, the would-be cavalier, could

not survive in the new South.

Benjy, the second

alternative, is able to exist, yet he has no power
in his world.
Yet there is a worse end.

Left without the

cavalier that Quentin wished to be, and tired of the
powerlessness of Benjy, the South gives birth to a
new figure--the future of the South, the modern
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Southern male.

That man is Jason Compson IV.

Jason

grows from a spoiled, tattling child in Section I
of The Sound and the Fury into an evil, self-interested
man, who is, according to Michael Millgate,
"representative of the new commercial South" (166).
Unable to get along with others even as a child, Jason
isolates himself.

As the other children play in the

branch, "Jason was playing too.

He was by himself

further down the branch" (19).
Jason's cruelty and sadism show in his actions
and comments.

He burns the tickets for the show after

Luster does not have a nickel to give him, and he
later suggests a solution to the swarms of sparrows
in the square: "If they'd just put a little poison
out there in the square, they'd get rid of them in
a day" (248).

Everything negative that happens to

Jason is blamed on someone else.

He holds Caddy

responsible for the loss of the bank job promised
by Herbert Head and believes that Western Union and
the "New Yort crowd" (227) cause him to lose money
on the cotton market.
However, Jason is not as powerless as are the
other members of his family; indeed, it is to him
that all of the others must turn.

Caroline depends

on him to run the house, Quentin must beg him for
the money that should be hers, and Caddy must go
through him to get even a glimpse of her daughter.
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Even Benjy suffers under Jason's threats to "[send]
him on to Jackson" (263), an event that does not seem
that unlikely.

Jason must have control over anyone

involved in his life, as exhibited by his attitude
toward Lorraine, "a good honest whore" (233) with
whom he is involved.

After receiving a letter from

Lorraine "in a plain envelope" (194) as she was
instructed, Jason tears it up and burns it because,
he says, "I make it a rule never to keep a scrap of
paper bearing a woman's name, and I never write them
at all" (193).

By choosing a whore with whom to have

a relationship, and by prescribing the parameters
of the relationship, Jason remains in complete control.
In the Appendix later added by Faulkner, Jason's
business methods have apparently borne fruit; he owns
the supply store (745) in which he has been employed.
Despite this "success," however, Jason remains a
failure as a human being.

The people of Jefferson

seem to feel only contempt for Jason, recognizing
the lack of �orals within him, while sympathizing
with and respecting Caroline.

The attitud s of both

his boss Earl and the Sheriff illustrate these points;
Earl implies that his sympathy for Caroline is the
only reason Jason retains his job, and the Sheriff
questions whether Caroline knew about the money Jason
had and intimates that he knows "who that money belongs
to" (304).

Despite his careful hoarding of this money
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that he has stolen from Miss Quentin, however, Jason
loses it in the end, for Quentin steals it back and
flees the Compson home.

,Jason's attempts to bring

her to his "justice" fail, and he is left with only
his wounded pride and self-righteousness.

In Jason,

as in Quentin and Benjy, the cavalier ideas once
associated with the Southern gentleman are turned
inside out, with Quentin the would-be cavalier
literally a dying breed, Benjy rendered powerless,
and Jason, the "modern" Southern male, left to run
the South.
The itereotype of the Southern belle fares no
better than that of the cavalier.

Caddy Compson cannot

fulfill the standard set by her predecessor Bel Tracy
She does possess the hea?strong

in Swallow Barn.

attitude and energy that are such a part of Bel;
however, her moral fall from grace renders her simply
a woman, and not a lady.

Early in the novel, Faulkner

foreshadows the soiling of Caddy, for as she climbs
the tree to 'look in on Damuddy's wake, the other
children watch "the muddy bottom of the drawers" (39)
as she ascends.

Allowing herself to be used by men,

Caddy does not have any romantic ideas about the
relations between men and women.

She tries to be

a good person, acting as a mother to her brothers
Benjy and Quentin.
her.

However, both feel betrayed by

Benjy tries to save her from her fall, for when

38

she sits in the swing with Charlie, Benjy remembers,
"She put her arms around me and I hushed and held
to her dress and tried to pull her away" (47).
Caddy follows her doomed path.

Yet

After Caddy loses

her virginity, Benjy senses the change in her by her
smell.

To Benjy, "Caddy smell[s] like trees" (42),

an association with nature and the natural.

Yet at

Caddy's marriage, Benjy recognizes that this natural
thing has been tainted, for as Caddy puts her arms
around him again, he remembers, "I couldn't smell
trees anymore and I began to cry" (40).
Quentin, too, feels betrayed because with her
behavior, Caddy has violated the ideas of honor that
Quentin holds and he can no longer keep her on the
pedestal which, in his mind, is the rightful place
for a lady.

He attempts to protect Caddy, too, though

he takes a different approach.

Even as a child, Caddy

is headstrong, deciding to remove her dress to play
in the branch despite Quentin's protests of "
you better riot" (18).

Quentin loses this battle,

just as he loses in his attempt to convjnce Caddy
to say that there has been an incestuous relationship:
". .

. Ill tell Father then itll have to be

then well have to go away amid the pointing and the
horror • . . Ill make you say we did Im stronger than
you . . . you thought it was them but it was me"
(148-49).

Quentin falsely believes that by taking
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responsibility for the deflowering of Caddy he can
save her from her life.

Jason is obsessed with Caddy,

as well, but she is the object of his hate, not his
love.

It is Caddy that Jason blames for his loss

of the job promised by Herbert, and it is upon Caddy
and her daughter that he exacts his revenge.
In the first section of The Sound and the Fury,
Caddy appears in her childhood.

Catherine Baum points

out that "[the] qualities Caddy evinces before her
loss of innocence--her self-reliance, courage,
independence, and especially her love--are attributes
that certainly make her [in Faulkner' s words]
'beautiful and moving'''

(190).

As she grows into

a young woman, however, her character is altered
through her relationships with the men in her life.
Baum indicates that it is the above-mentioned qualities
which lead to Caddy's downfall, especially her
selflessness and her "great desire to communicate
love" (190), and she paints Caddy as a victim of these
qualities.

'However, Caddy chooses to give her

virginity to Dalton, she chooses to marry Herbert
(though pushed in this direction by her mother), and,
in the Appendix written later by Faulkner, she chooses
to become the mistress of a Nazi general (746).

Caddy

is not a victim, but rather the instrument itself.
She is unable to hold the rigid virtues espoused by
Caroline, who remembers, "I was taught that there
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is no halfway ground that a woman is either a lady
or not" (103) and becomes, at least in the eyes of
Quentin, a "whore" (159), acknowledging to him, "Im
bad anyway you cant help it" (158).
Just as the members of the Compson family
illustrate the decay of Kennedy's stereotypes, the
black characters in The Sound and the Fury have changed
from the "happy darkie" stereotypes established in
Swallow Barn.

Though freed from slavery by Lincoln's

Emancipation Proclamation, the black characters in
Faulkner's novel suffer in a servitude far more
malicious than the slavery seen on Frank Meriwether's
plantation.

Still responsible for entertaining the

white man, a succession of black children, first Versh,
then T.P., and finally Luster, cares for Benjy from
his childhood through adulthood.

Together with Dilsey,

the "mammy," and the rest of her family, these children
work at the home of the Compsons.

Rather than the

paternal rule of Frank Meriwether, Dilsey's family
suffers under the sadistic spite of Jason IV.

Jason's

maliciousness is epitomized when he burns the carnival
tickets after taunting Luster with them: "You can
have [one] for a nickel" (255).

There is no happiness,

no frivolity, in the lives of these black characters.
Only Dilsey possesses a certain amount of contentment,
and she finds this small solace in religion, not in
any interaction with the Compsons.
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Dilsey is the one truly positive character in
The Sound and the Fury.

It is in her character that

the qualities seen in Kennedy's Mammy Lucy blossom
forth, furthering the black mammy stereotype begun
by Kennedy.

Victoria O'Donnell describes the "mammy"

stereotype, which she defines as "the southern
archetype of the earth mother":
Mammy as a character is the quintessence
of strength, constancy, and integrity.
She is not only capable, generous, and kind
but also very religious, long-suffering,
and sometimes scolding. . . . She is the
all-loving, loyal mainstay to a white family,
giving all of herself to the family in this
life and asking for nothing in return but
heavenly reward.

(1135)

This description is Dilsey to the letter. Dilsey is
all of the things the Compsons are not; she is the
backbone of the house.

In addition to the cooking

and cleaning, Dilsey raises the Compson children and
grandchild, as well as her own children and
grandchildren.

She takes up the role of mother where

Mrs. Compson fails to do so.

Yet, as John Bassett

points out, because she is a black woman, Dilsey cannot
completely take over this role, for "[even] at age
seven Caddy insists on replacing her as boss" (410).
Life at the Compson home has worn Dilsey down, as
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the description of her in the opening of Section IV
indicates:
She had been a big woman once but now her
skeleton rose, draped loosely in unpadded
skin that tightened again upon a paunch
almost as dropsical, as though muscle and
tissue had been courage or fortitude which
the days or years had consumed. (265-66)
This description shows how Dilsey has been used up
by life with the Compsons. She moves now "with a sort
of painful and terrific slowness" (268), worn out
by the struggles that she faces daily.

The final

section of The Sound and the Fury allows more insight
into Dilsey's character than do the previous sections.
In the opening of this section, we sympathize with
Dilsey as she tries to get in wood, start a fire,
and prepare breakfast.

Making these tasks more

difficult, Caroline Compson 5tands at the top of the
stairway holding her hot water bottle and "
calling 'oifsey' at steady and inflectionless
intervals" (267).

Despite Caroline's harassment,

of which there are numerous examples, Dilsey never
loses her patience or her temper.
A true Christian, Dilsey also sets the example
of godliness in the home.

She regularly attends

church, taking Benjy with her despite Frony's
objections: "'I wish you wouldn't keep on bringing
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him to church, mammy, ' Frony said.

'Folks talkin' . '

11

Dilsey's response to Frony's comment illustrates what
a good Christian, and person, she is, for she tells
Frony, "'Tell um de good Lawd dont keer whether he
bright or not. . . " (290).

Thadious M. Davis sees

Dilsey as "a positive representative of clear vision"
(105) within the novel, which would explain why
Faulkner uses Dilsey as a point of focus for the last
section of The Sound and the Fury.

Possessing keen

insight, Dilsey senses the fate of the Compsons.
She has been there through the decline of the Compson
family, and she recognizes the end:

"I've seed de

first en de last" (297). As she comes to realize during
the Easter sermon, there will be no rebirth for the
Compsons.
Using the stereotypes established by John
Pendleton Kennedy, William Faulkner shows how these
characters have fared in the South.

The times have

changed, the land has changed, and, as Faulkner's
characters demonstrate, the people have changed.
The Compson family, like the old South itself, is
dying.

Jason III and Quentin are literally dead by

the end of the novel, and the other family members
live lives of greed, misery, and oblivion.

There

are no Southern gentlemen to argue politics over the
wassail bowl, no ladies to model true womanhood, no
cavaliers to court, and no belles to flirt.

The blacks
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fare no better.

They have not escaped slavery; it

has merely taken on another name.

Yet Faulkner shows

positive growth in the stereotype of the black mammy.
Dilsey is not a degeneration of the "happy darkie";
she is the one figure of sanity and reason in the
novel.

In a world which was run by rich white

gentlemen, how ironic it is that the only person left
to hold together the decaying pieces of the once-grand
land is a black woman.

Through this black woman,

and through the shadows of the traditional Southern
stereotypes, Faulkner illustrates the slow steady
demise of the old South as it gives way to a new breed
of people with a new way of life.

Conclusion
Darden A. Pyron defines "Plantation Myth" as
II

. the southern need to romanticize its past as

a means of comprehending its defeat and its radically
altered state after Appomattox" (1117).

Yet the roots

of this plantation myth and the image of the Edenic
South lie far deeper in the land's past than the post
Civil War period.

The Southern ideas of the importance

of the family and the land appear throughout the
literature and the history of the South.

With the

settlement of Jamestown in 1607, the men who would
be Southerners felt the greatness of their achievement.
These men had conquered a new land, and as they
established their homes and families, this pride grew.
So too grew the virtues of independence and
self-reliance, for these men had to struggle and fight
to keep their hold in this hazard-ridden new world.
Between 1607 and 1733, the thirteen original colonies
were established, yet each still functioned, for the
most part, independently.

The plantation economy

ruled at this time, and the pride in family and land
continued to grow, gaining strength by necessity.
By the "glory years" of the South, the height
of the South of legend, these ideas and values were
firmly entrenched in the Southern mind.

Yet, "Pride

goeth before destruction, and a haughty spirit before
a fall" (Proverbs 16:18), and as the Old South fell
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away from underneath them, these proud people were
left grasping at the ghosts of gentility and genealogy.
The stereotypes committed to paper by John
Pendleton Kennedy in Swallow Barn; or, A Sojourn in
the Old Dominion (1832) grow out of this history.
Feeling the importance of his historical role in
settling America, the Southern male takes pride in
what he has created--his family and his land.
Kennedy's Frank Meriwether follows in this tradition.
Swallow Barn is his home, and he lords over it like
a jolly king.

The characteristics that Kennedy

attributes to Meriwether reflect the ideals striven
for by men of the time.

Lucretia Meriwether

complements Frank in every sense; where he is
boisterous, she is quiet.

Where he travels the town,

serving as a judge and arbiter, she remains at home
to tend to the domestic duties.

Together, Southern

gentleman and Southern lady, they form a perfect whole,
presiding over Swallow Barn and its inhabitants with
just the right mix of strength and serenity.
The cavalier stereotype, personified in Swallow
Barn by the character of Ned Hazard, has its historical
roots as well.

As J.A. Leo Lemay explains, "The major

mythic hero of the Middle Ages and Renaissance--and
later, as numerous chapbooks, ballads, and Sir Walter
Scott novels testify--was the chivalric knight" (26).
The Southern cavalier begins here; the ideas of
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gallantry, courtliness, and chivalry found their way
from King Arthur to Captain John Smith, a true knight
of America, and thence through the South as it grew.
Susan S. Durant describes the role of the cavalier
in Southern mythology: "The Cavalier supplied the
glamour of wealth, caste, and lineage that Americans
envied.

He also stood as an antipode to the restless,

materialistic society of the North" (1131).
Every knight must have a lady, and the perfect
complement to the cavalier stereotype is the Southern
belle.

Anne Goodwyn Jones describes this stereotype:
Southern lore has it that the belle is a
privileged white girl at the glamorous and
exciting period between being a daughter
and becoming a wife.

She is the fragile,

dewy, just-opened bloom of the Southern
female: flirtatious but sexually innocent,
bright but not deep, beautiful as a statue
or painting but, like each, risky to touch.
( 152 7)

Bel Tracy embodies all of these characteristics, and
her role as Ned's object of love and the events of
their courtship reinforce the stereotype of the belle
which Kennedy has created.
The final stereotypes dealt with in Kennedy's
novel are those of blacks.

Both the "happy darkie"

and the mammy emerge in Kennedy's novel, allowing
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for Southerners a justification of slavery through
a sentimental view of this practice.

The slaves in

Swallow Barn do not "slave"; they run and play,
entertaining themselves and the families and friends
of their masters.

They are lorded over not by cruel

overseers but by benevolent men who serve as almost
paternal figures to them.

The mammy in particular

is an important part of the family.

Loved and revered,

it is her responsibility to care for the children,
the future of the plantation.

Though Mammy Lucy does

not actively serve in this role anymore, her current
place of prestige as a landholder and a special concern
of Frank Meriwether's demonstrates the respect and
love tied into the mammy stereotype.

Through his

descriptions of these and the other characters in
Swallow Barn, Kennedy creates the stock images of
the Antebellum South, giving dimension to the
stereotypes of its inhabitants.
In The Sound and the Fury (1929), William Faulkner
writes aboui another Southern family under very altered
conditions--Lhe Compsons, and he deals with the san1e
stereotypes created by Kennedy in Swallow Barn.

Yet

Faulkner's characters have evolved, or perhaps
devolved, into inhabitants of the New South.

In an

interview at the University of Virginia in 1957
Faulkner said of the Compsons, "That was blood which
was good and brave once, but has thinned and faded
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all the way out" (Faulkner in the University 197).
It appears that the high social and moral ideas, the
code of honor which formed the backbone of the old
South, are the "sound and the fury"; after the changes
brought about by the Civil War, these ideas are
rendered archaic.

No longer can the benevolent ways

of Frank Meriwether run the plantation.

Instead,

the image of the gentleman decays as Faulkner describes
the daily life of the head of the Compson family:
II

. Jason III (bred for a lawyer) . . . sat all

day long with a decanter of whiskey and a litter of
dogeared Horaces and Livys and Catulluses, composing
(it was said) caustic and satiric eulogies

on both

his living and his dead fellow townsmen" ("Appendix"
7 4 2) •

Caroline, who is always a lady in her own eyes,
suffers with the decay of the South as well.

She

struggles to preserve the dignity of her family name,
unable to see that the family has already fallen.
Jason and Maury, the two men whom she sees as true
Bascombs, are the dregs of society, one a sadistic
materialist and the other a parasitic alcoholic.
Her ineffectiveness as a member of the household and
her failure to attain true Southern ladyhood are
rendered more obvious when she is compared to the
industrious Lucretia Meriwether.
Likewise, the three Compson sons demonstrate
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the downfall of the cavalier in this new society.
The ways of Ned Hazard cannot survive outside the
narrow world of Swallow Barn, and Quentin, as a remnant
of this tradition, is drowned, swallowed up by the
river just as the traditions of the old South are
sucked down in the tidal wave of the Northern victory.
Benjy swims in an ocean of oblivion, unable to effect
any change in the world around him.

He simply reacts

as events occur, completely at their mercy.

Jason

Compson, the only member of the family who learns
to survive in this new society, demonstrates all of
its evils.

His admiration goes, not to the image

of the belle or to "churchgoing women" (246), but
to "a good honest whore"

(233).

In order to compensate

for his own shortcomings, he blames those around him
for his condition.

It has been, and is now, a common

sentiment in the South that many of the problems in
the region are caused by outside influences, from
the Civil War to the Northerners who move South with
their Yanke� ideas and influences.

Jason's greed

causes him to manipulate Caddy and Quentin and lie
to his mother, pointing out the downfalls of Southern
Progressivism after the Civil War.

Though Jason seems

to succeed materialistically, he does so at a high
price; he is isolated from his family and his society.
With the three Compson sons, Faulkner addresses
the past, present, and future of the South.

L

The

L
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characters of Quentin, Benjy, and Jason all stem from
the myth of the Southern cavalier.

Yet the cavalier

has suffered along with the South itself, forced to
devolve as the high ideas of the stereotype can no
longer be upheld.

The society to which the true

cavalier belonged has faded away.

Quentin attempts

to cling to these dying ideas and fights against the
ever-forward progression of time.
difference.

Benjy knows no

Past and present are all one to him,

and he is trapped within himself, for he is, as Luster
points out, "deef and dumb" (49).

Jason,

unfort unately, has the power of speech and he utilizes
it to insult, deride, and bully those around him into
obeying his will.

Jason has a mind, too, in which

he creates scenarios where those around hirn--blacks,
Jews, and his own family--scheme and plot against
him.

Jason Compson cares for one thing, and that

is Jason Cornpson.

Together, these three men are the

South in Faulkner's eyes--where it has been, where
it is, and where it is going.
Faulkner's belle fares no better than his
cavaliers.

Bel Tracy, the symbol of Southern womanhood

in Swallow Barn, becomes Caddy, frustrated by Quentin
with his ideas of gallantry and misused by Dalton
Ames, Herbert Head, and Jason Compson, men who
symbolize the reality of the world.

The romanticism

and innocence of the Southern belle have no place
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in this world, and Caddy suffers symbolic death at
the hands of the men who are a part of it; she tells
Quentin, "When they touched me I died" (149).
is also cast out from the family.

Caddy

Her name "is never

to be spoken" (199) in the Compson home at her mother
Caroline's behest.
The "happy darkies" seen in Swallow Barn suffer
in Faulkner's world as well.

Characters such as versh,

T.P., and Luster do not race for coins, as do the
children in Kennedy's novel.

There are no minstrels,

no 'possum hunts, and no gifts from kind masters.
Instead, Jason IV begrudges even the food that the
black servants use.
miserliness: ".

His comments on Dilsey show his
we need somebody in the kitchen

to eat up the grub the young ones cant tote off" (185).
Yet Faulkner does not portray any real goodness in
the majority of his black characters, thus failing
to change the stereotype of blacks as lower class
citizens.

Luster, for example, taunts Benjy to make

him cry when'no one is looking.
There is one major exception to this description
of Faulkner's portrayal of blacks: Dilsey. She is
the only moral example in the novel.

Through the

turmoil Dilsey remains the same, still embodying and
enhancing many of the characteristics
in Kennedy's Mammy Lucy.

first seen

These characters share an

important bond--they have no pretensions, no illusions
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as to their place in society.

Each does her work

as best she knows how, giving love and care to her
family.

These women do not strive for nobility; they

do not try to create a moral system and fit themselves
into it.

They simply live, accepting each new day

and each change as it comes.

Yet Dilsey plays a much

larger role than Mammy Lucy.

Kennedy's Lucy is not

an integral part of Swallow Barn.

Faulkner's Dilsey

is the strongest figure in The Sound and the Fury.
That Faulkner chooses the black female character of
the mammy to elevate is, as I pointed out earlier,
ironic.

In The Sound and the Fury as a whole, Faulkner

comments on the decay of the old South, a world turned
upside down.

None of the old truths hold.

Though

his other black characters do not grow, Dilsey, as
the mammy, does.

Thus, control of the family as

portrayed in Swallow Barn shifts.

Men like Frank

Meriwether iuled in the paternalistic society of the
old South.

In The Sound and the Fury, however, the

stronger influences are those of a woman.

Dilsey

is the ruler in a sense, for the Compsons could not
function without her.

In this new South, maternalistic

influence prevails, in the person of this black woman.
In writing about the South, Kennedy and Faulkner
present two very different images.

Each, however,

deals with society as he knows it, and by observing
these societies through the words of authors, there

54

is much to be learned.

The changes in the societies

of the South show most obviously in the differences
within the stereotypes associated with each.

Faulkner

states in his Introduction to The Sound and the Fury
that the Southern writer "seem[s] to try .

. . to

draw a savage indictment of the contemporary scene
or to escape from it into a make believe region of
swords and magnolias and mocking birds" (71).

With

Swallow Barn and The Sound and the Fury, we travel
from the world of "swords and magnolias" into the
"savage indictment" of which Faulkner speaks.

Thus,

the land of the Hazards and Meriwethers gives way
to the decaying squalor of the Compson home, and the
old South dies in many ways, replaced by a new society
full of greed, lust, and power, and only a small slice
of sanity.
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